Neo-Platonist ideas that became increasingly prevalent from the 15th century onwards.
fined as the act of observing the development of the world from a particular vantage point. As Donald R. Kelley has argued, the first "renaissance definition" of history was provided by George of Trebizon in 1434 in his treatise on rhetoric. He understood history as an accurate description of past events expressing topical and chronological order.
3 Such a definition explains history as a kind of narrative which is linked with past "reality" (i.e. multitude), but has a structure and a direction, existing in time and space. Considering history as a narrative means that it is not believed to be the (objective) truth but rather a slice of reality as seen from a certain vantage-point. Later Daniël Heinsius (1580 Heinsius ( -1655 defined the idea of the narrator of history in his De praestantia ac dignitate historiae oratio (1614) as follows:
He would be free from the limits of time and space... and would gather into one focus the immeasurable great vastness of generations... He would view in a moment an indefinite multitude of matters and affairs. 4 Heinsius' discourse, in implying an externalization of the observer, expresses the modern concept of the subject. History was thus made an object. In order to gain a position "outside" the material world, the renaissance observer went deep into his own mind and analysed his knowledge of the world following the Platonian process of knowing. 5 In the words of Giulio Camillo:
If we join ourselves to this mens we may understand, through the ray from God 6 which is in it, all things, present, past, and future, all things... which are in heaven and earth. 7 To his contemporaries Camillo was famous for building a "memory theatre". The principles of organization of this theatre were applied to further late 16th century collections. The model was structured according to the principles of classical rhetoric. It was an aid to understanding the universe and an occult space. 8 Camillo explains the use of the theatre, comparing it to different perspectives. The material world for him was like being in a forest; a person was only able to see separate elements (in a collection this would be the objects and materials). Reaching for the level of planets 9 was like stopping to look at the view while climbing a hill. From such a vantage point a person would be able to see more, and catch glimpses of the truth (in a collection this would mean seeing relations and meanings). Reaching the top of the hill enabled the viewer to see the whole picture (in a collection this would be abstract categories, reasons), and that was where the observer was placed in Camillo's theatre. Camillo concludes:
In order to understand things of the lower world it is necessary to ascend to superior things, from whence, looking down from on high, we may have more certain knowledge of the inferior things. This high and incomparable placing not only performs the office of conserving to us the things, words and the arts which we confide to it, so that we may find them at once whenever we need them, but also gives us true wisdom from whose founts we come to knowledge of things from their causes and not from their effects.
11
The positioning of the observer in Camillo's memory theatre prefigures Heinsius' definition of history as a (personal) observation. While standing outside both happenings in the material world and time, the observer in his mind is present everywhere -an idea which echoes a conceptualization of God.
12 Agrippa of Net-53 telesheim (Heinrich Cornelius, 1486 -1535 , who collected a great amount of occult knowledge of the early 16th century, explains "according to Platonists" that God is the centre of the world but he denies that man can occupy this position although he places high value on the spiritual part of a human being:
The soul is a substantial number, uniform, conversive unto itself, and rational, very far exelling all bodies and material things…for it is not a quantitative number, but removed from all corporeal laws, whence it is not divided nor multiplied by parts. Therefore the soul of man is a certain divine substance, flowing from a divine fountain, carrying along with itself number: not a divine one by the which the Creator hath disposed all things, but a rational number by the which, seeing it hath a proportion to all things, it can understand all things.
13
In spite of Agrippa's negative attitude towards unio mystica 14 , I suggest that Camillo's theatre features one of the first instances of a modern subject as the definer of his own world-view. In the 16th century such a position could have been reached only in rather private circles. Secret collections or studiolos offered an excellent place for study and meditation where one could define one's concept of world hidden from the eyes of the Church and Camillo's structured rhetoric concept was easy enough for a learned person to grasp, but offered endless levels and meanings to meditate on as part of one's spiritual growth. Not quite a co-incidence, I presume.
The interest in Neo-Platonism -and in many cases hardly separable from it, in occult philosophy -spread rapidly from court to court and among the learned. It promised new means whereby to express and use power and to better one's social status. In order to use occultism or magic to one's advantage, it was necessary to understand its operating principles. Marsilio Ficino (1433 Ficino ( -1499 , who alongside Pico della Mirandola (1463-1494) was an important Neo-Platonist working close to the Medici court, noted that "the ancients" 15 claimed that a model of the universe was useful if one wanted to capture the heavenly powers. 16 Ficino was probably thinking of jewellery or something of similar size, but the idea also found expression on an architectural scale. Quite a number of princely and scholarly collections, aimed at picturing the world and using it to their advantage, emerged from the Renaissance onwards. Among them were the two famous and still existing studiolos of the Medicis' but also more abstract occult constructions such as the memory theatre of Giulio Camillo.
17
Camillo's construction They say that this man (Camillo) has constructed a certain Amphitheatre, a work of wonderful skill, into which whoever is admitted as spectator will be able to discourse (on) any subject no less fluently than Cicero." Later he visited the theatre and describes it: "The work is of wood, marked with many images, and full of little boxes; there are various orders and grades in it... When I asked him concerning the meaning of the work, its plan and results -speaking religiously and as though stupified by the miraculousness of the thinghe threw before me some papers, and recited them so that he expressed the numbers, clauses, and all the articles of the Italian style... He calls this theatre of his by many names, saying now that it is a built or constructed mind and soul, and now that it is a windowed one. He pretends that all things that the human mind can conceive and which cannot (be) see(n) with the corporeal eye, after being collected together by diligent meditation may be expressed by certain corporeal signs in such a way that the beholder may at once perceive with his eyes everything that is otherwise hidden in the depths of his human mind."
Viglius Zuihemus in a letter to Erasmus.
18
According to Frances A. Yates, Camillo used a form of a Vitruvian theatre in an attempt to explain material and time-bound existence.
19
The construction represented the universe, and in its final completed form was supposed to contain knowledge of all things. Along with Cabala, other occult sources and traditional authorities, Camillo refers to Plato's Timaeus as a myth of creation. He also refers to Plato when explaining some of the numerical hierarchies in his theatre. 20 The number harmony of Plato's universe 21 and basic Cabalistic numerology 2 2 are here combined in order to analyse the meaning of the theatre according to Agrippa and based on hints given by Camillo. 23 The structure of the theatre is formed of two transverse, seven-level categories. The number of levels sustains the universalism of the theatre in several ways. According to the Jewish Cabala based on classical Neo-Platonism, the life of the universe had seven phases conducted by seven planets or Sefiroths, which were considered to be intermediary beings. This concept was known to Christians at the time of the Renaissance. 24 According to Agrippa:
These [planets or angels] are those seven spirits which always stand before the face of God… These govern all things by a certain vicissitude of hours, days, and years, as the astrologers teach concerning the planets which they are set over; which therefore Mercurius Trismegistus calls the seven governors of the world, who by the heavens, as by instruments, distribute the influences of all the stars and signs upon these inferiors.
25
A numerical construction of the universe also had a known Christian tradition. According to , who was well versed in Neo-Platonism (and thus, had a world view which closely resembled that of the Cabalists), Giulio Camillo's memory theatre. Reconstruction by Frances A. Yates, 1966 . the process of history, as an unfolding (evolutio) of God's will, comprised seven stages.
26
According to Agrippa all physical existence, including that of the human body, consisted of four material elements known since antiquity (fire, air, water and earth). These existed in different things in varying proportions to each other. The soul, however, consisted of a threefold power: procreation, sensibility, and rationality, none of which was material. 27 The last three represented in a person the spiritual levels of the universe. Thus the theatre was an image of a microcosm, and especially of man as a microcosm, since seven was the number asigned to humanity. As Ficino noted, only man resembled God in being a union of the spiritual and the physical. For this reason, by means of meditation, in gaining an insight into himself, man could gain insight into the whole universe.
28
In his theatre, Camillo named the series from left to right after the planets (including the moon). Planets had several meanings in the Renaissance, especially in occult philosophy. They were allegories: the gods of antiquity or different aspects of the human character. They were also presentations of different concepts or transmutations between God and humankind, as well as a visible expression of the flow of time. Richard Behrenheimer reads them as archetypes in his analysis of Camillo's theatre. 29 The series in Camillo's theatre was ordered from those closest to those furthest away, and according to the astrological conception of the alteration of the dominant planets, as explained by Ficino or the Cabala.
30
The planets exerted their influence in varying combinations at different levels in the universe, at different times (hours, months, years, and so on) and during different phases of human life and the life of the universe. Thus the series formed several cycles, structurally identical but differing in size, to be interpreted as varying levels of the universe: closer or further away from the material or the spiritual respectively.
The relation of the grades of the theatre to the hierarchy of the universe was presented as an evolutionary progress, in which the myths of ancient Greece were connected to the Biblical story of creation, as Frances A. Yates wrote in the 1960s. 31 This evolutionary story, as told by the grades, can be interpreted as an Augustinian, and thus a traditional Christian, concept of the material world as decaying and changing in time. If we join to this interpretation the view of the Cabala -according to which the individual played a key role in making the world a better place 32 -and consider each part of the series as a universal period dominated by one planet, then by thinking our way through the theatre, we can travel in time from creation to the end of time which is simultaneously the original state of the universe, when everything was in a state of perfection. This is a journey made by a person towards an inner knowledge through the acquisition of supposedly Platonist knowledge emanating from the primeval memory.
The first in the series of Camillo's theatre, read from left to right, is Diana, the moon, and the series ends with Saturn. In terms of the allegorical meanings of the planets, the series portrays the universe on the one hand as the cycle of nature, and on the other as the linear experience of life. It presents a curve moving from the foolishness of youth (Diana) to the prime of manhood (Apollo in the centre) and then to the wisdom of old age (Saturn) . 33 Even if the material theatre ends at this point, it cannot be considered the end of everything. For example, Agrippa joins the liv-ing world and human death into a never-ending existence:
The world is a rational creature, immortal; man in like manner is rational but mortal, that is, dissolvable: for (as Hermes saith) seeing the world itself is immortal, it is impossible that any part of it can perish. Therefore to die, is to name in vain, and even as vacuum is nowhere, so also death; therefore we say a man dieth, when his soul and body are separated, not that anything of them perisheth or is turned into nothing.
34
From death in Saturn, the seemingly linear movement of time in Camillo's theatre is towards the better and the origin (or the original paradise) because, in addition to being associated with death, Saturn is also linked to birth. In alchemy, for example, Saturn is symbolised by the colour black or darkness and is the first level to be attained in the search for the philosopher's stone. 35 In other words, Saturn signifies the first step towards purification into a nobler and brighter state of mind. The classical circular movement of time, like the cycle of nature, is expressed in the theatre: death is followed by birth and vice versa. It also makes known that what was in the beginning will come again. The idea of metempsychosis, which can be read from the Timaeus of Plato
36
, and seems to be expressed in the theatre, means that the space behind the stage, although invisible, is part of the universe. In its invisibility darkness represents everything opposite to life. Yet it is essential to rebirth and evolution.
Camillo brings us all the circles of time; yet his theatre appears not as a simple cycle of eternal life and inevitable return to the original state. Reading the construction suggests a change. For example, the recurring lifespan of the soul and the Cabalist universal phases -as a duality of the perfect and the imperfect, or of rest and motion -is transferred in Camillo's theatre into a visible trinity where Apollo signifying the perfection of manhood -a perfection expressed in the balance of the physical and the spiritual -is placed in the centre, with material feminine youth, and spiritual masculine old age at either end. In numerology this can mean that the left side presents even numbers, and the right the odd spiritual numbers of Plato's Kosmos 37 , as described in the Timaeus. According to Ficino, Saturnic wisdom is a state one cannot reach without Apollonic virility. Only a balance between physical and mental exercise can ensure spiritual development, which stresses the role of a person in joining the material and the spiritual spheres of the Mathematical structuring of the universe according to Plato's Timaeus. universe. 38 These beliefs, as contemplated by the Neo-Platonists of the Renaissance, mean returning to the same states of personal and universal development over and over again. But, unlike the view of the natural philosophers, Camillo's theatre can be read in such a way as to suggest that every return is a move into a new grade. Every new period of universal time is different from that which precedes it. I suggest that this was possible only because of belief in the real effects brought about by the spectator in and on the space.
The myths already offer an endless number of meanings to contemplate in Camillo's theatre. It can be read in several ways, and a series of interpretations can be made through associatively combining and connecting its parts.
Yates has pointed out the stability of the theatre. For her this means that the occultism was not fully developed and all the possibilities of creating meanings through connections were not realized. 39 Considering the structure in the light of Plato's universe, leads to a slightly different view of the theatre. In Timaeus Plato presents the mathematical (or musical) foundation for the universe and universal harmony, where the dimensions increase by multiplication. He follows the Pythagorean concept of the universe as a series of changes, where the starting point is the unity which is all-inclusive, and what follows is a consequence of that which comes before. 40 If we assign these numerical values, which in Timaeus were said to be the basic structure of the universe, to each category created by cross-indexing the grades and series in Camillo's theatre, according to numerology, we find a new layer of meanings and also a possible method for reading the theatre as a microcosmic picture of the universe in all its aspects, not just as a picture of the material world. The first structural meaning however is on very basic material level. Through studying Agrippa's concept of the universe -as explained by Donald Tyson - based on a combination of Plato's Timaeus and natural philosophy, it is possible to see the elements in Camillo's theatre by dividing it into four groups separated by the series of Apollo and the grade of the Gorgon Sisters.
41
As Yates has already shown the evolution of the material universe in Camillo's theatre, in allegories of the grades, I will make a closer study of a tiny sample of the theatre, examining the existence of the concept of time as such Order of the universe according to Robert Fludd, Integrum morbum mysterium. Frankfurt, 1631 . and in particular of progressive time: The numerological sequence from Diana-Prometheus to Apollo-Gorgon Sisters proceeds from one to one (which, as we know from Agrippa, was a divine number), but the ones are not equal; the first is a step lower in Cabalist mathematical hierarchy than the other. The combination Apollo and Gorgon Sisters is created by calculating 1 x 1, which comes to 1, but Diana's Prometheus is actually 10 (8x8=64'6+4=10'1+0=1). 42 The first numbers 1, 5, 7 (when we proceed forward from the furthest left 43 ) all have some numerological meanings connected to human existence. According to Agrippa, one represents Adam as the father of mankind, five signifies parenthood and the sexes (2, female; 3, male), seven is man with full powers of mind and body. 44 The number sequence 8, 4, 2, 1 follows the structure of Timaeus' universe towards the simpler forms of material existence. Man returned to the possibility of unity in Apollo's Gorgon Sisters, which is in the middle of the theatre. Thus, the numerological diagonal from one level and series to another enabled the progress of the earthly pilgrimage from its material beginning to its Apollonic, masculine blossoming.
Plato's number sequence raises the Gorgon Sisters to a kind of unity signifying man on earth as an image of God. As Agrippa explained earlier, in this position man is the highest of material beings, the brightest image of God, but still unable to see Him and understand the universal construction "from above". The Gorgon Sisters, three sisters who form one because they only have one shared eye, in Camillo's theatre represent the three human souls or the three levels of consciousness and action. They refer to man's divinity, attained through the Holy Trinity, (three spiritual qualities joined in a person). In the Apollo series the Gorgon Sisters are at their peak: first among the best of material existence, the king, for example, as body and mind, a whole person. The movement from the grade of the Gorgon Sisters towards the centre of everything (the stage of the theatre) can thus be interpreted as a transition from the most perfect image of God to the real God who, like man alone of all creation, comprised variety in all its forms, but still remained outside it. 45 This movement and compression of time and space into the mind of one being joins the personal and the universal mens into one.
If the above suggestion expressing the idea of man's divinity is accepted as a characteristic of Camillo's theatre, the copying Camillo's constructing principles would have transferred the idea to the theatrum mundi -the collections of the philosophically oriented princes. In order to see it in this way more discussion is needed on the position of the spectator. Placing on the stage is of the utmost importance. 46 If the theatre is seen as a representation of the whole of existence, the person at the centre is the centre of everything. In the occult universe the Pythagorean original and invisible fire (the beginning and reason for everything, a metaphor for God) was in the centre; its visible sign was the sun. The original fire would be placed on the stage in the universe of Camillo's theatre because the sun was already placed among the planets. According to the Greek Neo-Platonist, Proclus (410-458) (much read during the Renaissance) immaterial light existed as an absolute place located in the centre of everything and the cosmos was located in this light. The revolving movement of the cosmos and the motion of its parts were visible against the light.
47 In Camillo's theatre the spectator is in real space outside the pictured material universe, and at the same time at the centre of it, as if he were the original fire itself, if we accept the presence of cyclic time in the theatre. Under these premises it can be said that the spectator in Camillo's theatre is in God's place and time where everything exists simultaneously. Time and space appear collapsed in the theatre but are in fact present in the observer's mind and ability to understand their existence, and see their meaning in the forming of connections and in the significance of things that, in the theatre, represent the material and time-bound existence of the universe. The observer can see the whole picture. He can understand the past and predict the future from the things he knows if he has a noble mind or is enough of a genius (high-spirited 48 ).
In time
In the 16th century, time was established as the fourth mathematical dimension. This means that it was possible to express time and space in similar, numerical, terms. The search for and discovery of the mathematical conception of time offered a sort of "empirical" foundation for astrology and universal magic. It is part of this understanding of time that material objects move in space along predictable tracks. The time of the universe could not be influenced; it passed by at its own steady pace and was thus similar to other non-changeable aspects of existence, for example, space. Unlike universal time, the experience of the soul's time, like place in the universe, was under control of each individual. With the help of a universally organized theatrum mundi collection or a memory theatre of Camillo's type (which can be seen as the same thing), it was possible to make a personal study of smaller or larger (or more material or spiritual) parts of the universe. These parts of the universe could one control if one used the acquired knowledge in the correct way. Knowledge about the things in the collection passed through the observer's mind as abstractions of the 'real world' and he could enter into a kind of dialogue between the collection as an abstraction of the universe and as collection from the real material world. All parts affected each other and understanding the "larger picture" was impossible without comparison between the lived and the familiar, and the collected world with its strange things from the far ends of the tree of life.
In order to work, the magical concept of reality requires the linear and the cyclic, or the pendulum of time, to be moulded into a spiral of time, or to be more precise, all of these have to exist simultaneously. The predictability, permitted because of the repetition of the cycle, and the linearity of the mathematical concept of time together with the pursuit of perfection trusting in the ultimate perfection of the past, enabled change to be anticipated and the distant past and present to be used to understand the future. On the level of the individual material time passes and understanding increases while one moves physically or mentally among the things and ideas presented in the theatre. Following this process makes it possible to approach universal logos in the mind, and gain increasingly greater control over matters by simply being able to see, handle and understand more, and thus become more like God in his unity and knowledge of everything. In the pursuit of the "truth" the theatre, as a material memory, was meant to help build the universe into the mind of the viewer. With the help of the theatre the observer sought in his inner universe a route to his own divinity and, thus, to understan-ding and controlling reality. This task was made possible by understanding both space and time material like any other objects of study of the large family of things of existence ruled by the mathematical, harmonic structure of the universe, the first extension which was created before the ideas. Everything could be compressed by calculations and the reduction of dimensions to one point and moment in a mind that was great enough. Such a mind was the first modern subject, the prince in the middle of his private collection.
As has been said earlier, the construction of Camillo's theatre affected the princely studiolos of the 16th century. Of special interest here are the Medicis, who started to collect at the same time as interest in Neo-Platonism blossomed in 15th century Florence. They also inSpiralling spiritual growth according to Robert Fludd, Utrisque Cosmi, vol. I, Oppenheim, 1617. fluenced collecting and collection arrangements around Europe in the late 16th century. Several members of the Medici family had secret studiolos. Three of the studiolos can still be seen in Palazzo Vecchio. The oldest is just a tiny room, but the two collection chambers from the 16th century still have their cupboards and paintings. Cosimo de Medici's (1519-1574) collection was organized geographically. Maps of the known world cover the doors of the closets. In the centre of the room is a globe and an armillary sphere, as if the universe had been turned outside in. Francesco de Medici's (1541-1587) private collection was mounted around 1572, when he inherited the position of head of the family. The room is covered with paintings representing allegories of material and spiritual elements and aspects of the universe as well as living people of his, time arranged from material and earthly to spiritual and heavenly. This "stanzino del prinzipe" is famous for its alchemical symbolism. In both of the studiolos, the owner-spectator occupied the central space in the room and was able to study closely the hidden items if he wanted and needed to. This basic and material aspect of the collection can be considered the owner's first step on a progressive journey towards a nobler and a wiser person and a better, more unified universe. This was the aim of a self-aware person according to the Renaissance occult, and the Christian Cabala we have studied above. 49 The maps and paintings helped the observer to connect things together and form abstract ideas once the unique examples in cupboards were sufficiently Studiolo of Cosimo de Medici. familiar. The owner of the collection used the maps and paintings on the doors of the cupboards and on the ceiling as tools to create an artificial and architectural rhetorical memory. 50 He structured and articulated his understanding of the meanings and connections of the objects and progressed from observing individual instances to comprehending the larger wholes. Even later in his progress, once he climbed the hill, to use Camillo's metaphor, he was in control of his whole universe (on top of the hill). The observer was not a mere observer anymore, and was not only able to comprehend the structures and meanings but to arrange and rearrange things. This means that he saw the universe from the outside as one huge, but mathematically ("scientifically") arrangeable, understandable and controllable body, and was able to form any wanted and needed narrative out of it. The piece of material universe that was his collection, when abstracted in his mind, condensed all knowledge into one, to be used in the material universe around the person, and reused again in reorganizing the collection and his personal world-view.
Camillo's theatre, as analyzed here from the point of view of occultism, implies that the universal theatrum mundi was not a chaotic and personal accumulation of objects and knowledge based only on random associations and sophisticated metaphors or analogies, but a flexible combination of philosophy and metaphysical beliefs. The philosophical "boundary hunting" in collections was born out of an abstract, universalizing and holistic world view. From the base, which was founded on an exact picture and experience of reality, one could, and was supposed to, advance to personal interpretations and abstract theories. The spiritual traveller was supposed to distance himself step by step from earthly things such as feelings and sense-experriences and move towards knowledge and understanding as higher forms of being. When this was done with the help of an occult collection, the aim was not to indulge in private or purely meditative thought, but to be in constant dialogue with the material world and the whole universe.
The layered meanings made the occult version of the rhetorical art of memory and the mundane theatrum mundi formed the fertile foundations for the concept of the modern museum with its aim to teach, aid study, and structure the world. The combination of contradictory ideas and metaphors that could be interpreted in different ways and could be used in varying combinations (including the occult ones) represented the organisation of the cha-
Stanzino del principe Lorenzo de Medici.
os of the visible and temporally changing diversity. The collection was mounted in order to seek the unity that was believed to exist or the main working principle of the living universe. The personal character of the readings drawn from the material examples in the theatre allows the interpretation to be made that, until the final stage of unity was achieved, all readings were personal and narrowly missing the point. With the progression from generation to generation (or life to life) better explanations, and visions of the universe were expected to emerge resulting from the structural permanence of the theatre and the accumulation of information, knowledge and wisdom. Trust in the ability to access the structural level meant that, despite the visible chaos, it was worth studying the diversity in order to advance understanding of the meaning of life. The perfect universe was thought to be attainable, if not on a material, at least on a theoretical level. Collecting examples of the differences among things was considered to function as an aid to the realization of all concepts and ideas. At the same time the change and progress in the universe meant that a complete material collection was not feasible. All material, including knowledge in time-bound being was essentially in constant motion. Varto 1995 , 88. 3. Kelley 1988 , 749. 4. Heinsius 1940 , translation by G.W. Robinson. 5. While, in Aristotle, the human mind is seen as a tabula rasa, which learns by sensory experience, Platonicism suggests a process of knowing by turning the soul towards ideas rather than sensory matters. Richard Popkin explains the concept in the Renaissance connection: the mind withdraws into itself from the bodily concerns. It comes to know its own nature, the intelligible world of Platonic ideas and to know God. Popkin 1988, 673-674. 6 . "God" must be understood in philosophical connection as an abstract concept including materia and life in all its forms, ability to procreate and change and as all reasons (physical, chemical etc.) to natural or spiritual phenomenon. Gershol Sholem separates the theological more or less personal creator "God" from the more abstract "God" of Cabala who "stands… above being and nonbeing and in whom the two coincide". The same division should be done when studying the Renaissance occult thinking. Cf. Sholem 1987 , 442. 7. Camillo 1990 , translation by Yates. Yates noted the divine origin of human mens in Camillo: "It is because he believes in the divinity of man that the divine Camillo makes his stupendous claim of being able to remember the universe by looking down upon it from above, from first causes, as though he were God. In this atmosphere the relationship between man, the microcosm, and the world, the macrocosm, takes on a new significance. The microcosm can fully understand and fully remember the macrocosm, can hold it within his divine mens or memory." Yates 1966 , 151-152. Cf. Camillo's contemporary Agrippa (of Nettelsheim) 1998 , 585. 8. See Yates 1966 Hooper-Greenhill 1992, 97-101; Bolzoni 1994, 129-168. 9 The picture Camillo is sketching shows Earth at the centre of the universe. The layers of planets and heavens cover it. 10. Camillo 1990, 63. translation by Yates. 11. Camillo 1990, 63. 12. See note 6. Discourse on the concept and essence of Christian God has as long tradition as the Christian church. Most definitions admit the impossibility of defining such a concept, but several features of the "first cause" and "creator" have been written down. Agrippa draws a parallel but does not see a balanced relationship between the "conceptual God" and the "conceptual man", the concepts of philosophical discussion... Cf. Agrippa 1998, 585. 13. Agrippa 1998, 585. Agrippa also writes: "The masters of the Hebrews think that the names of angels were imposed upon them by Adam… the Lord brought all things which he made unto Adam, that he should name them, and as he called anything, so the name it was." Agrippa 1998, 532. Agrippa opposed black magic, his arts were supposed to be white and thus aiming for good. 14. Merging of man and God in meditation or some "more mystical" way. 15. Ficino refers to writings that were believed to be very old, especially of Egyptian, or even of divine origin. See also next note. 16. Ficino 1996, 151-153, 156, 158. Agrippa refers to the influence and use of heavenly powers in several instances. Agrippa 1998, 587. Yates discusses Ficino's magic in connection with Camillo's theatre. Studying the theatre foremost as a rhetoric construction and not so much as a material tool of power and universal understanding, she thinks that "the images of Camillo's theatre seem to be supposed to have in them something of this [talismanic] power enabling the 'spectator' to read off at one glance, through 'inspecting the images', the whole contents of the universe." Yates 1966, 157-159 Yates 1966 , 136-137. 19. Yates 1966 , discussion on the nature of Vitruvian theatre as an astrological construction based on geometry, 172-173; cf. Camillo 1990 , 64-65. 20. Camillo 1990 82. Plato was known among Western Christianity only after the appearance of translations made by Ficino in the late 15th century. Yates notes the connections between Sefiroths and the Platonic ideas in Camillo, and that these are combined with the classical art of memory. Yates 1966, 142; Camillo 1990, 62-63 . On principles of classical art of memory, see Ad Herennium II xvi 28-xxiv 40. Agrippa gives questionable credit to Plato for the art of mathematical magic. Agrippa 1998 , 692. Cf. Yates 1966 . For a deep analysis of Plato's mathematical and musical structure of the universe, see Cornford 1935 , 43-72. Cf. Dudley 1987 . Meanings and connections found by means of numerical values given to words and things were the basis of all magic. These were studied in the Renaissance as being originally Cabbalist art. Agrippa makes clear the numerical ontology of the universe and celestial influences: "It is a general opinion of the Pythagoreans, that as mathematical things are more formal than natural, so also they are more efficacious: as they have less dependence in their being, so also on their 1998 , 237, 312, 333, 336. 24. Agrippa 1998 Scholem 1987, 446 ; see also
The Book of Concealed Mystery, 2000, a late 13th century commentary on the Torah which tells the Cabalist version of the Biblical story of the Genesis. 25. Notice how Agrippa "hides" God from human gaze but still keeps him as part of the unified construction. Besides Christian considerations this idea can be traced to a Cabalist idea of division of the original unity in creation into two opposites which are expressed by the sexes. Agrippa 1998, 532-533. 26. Kelley 1988 , 751. 27. Agrippa 1998 , 268. 28. Ficino 1994 . Agrippa makes the microcosmic nature of man a simple matter: "God… created man after his image; for as the world is the image of God, so man is the image of the world". Agrippa 1998, 579. Cabala sees man as a tree of life with a trunk, branches and leaves... The metaphor of tree brings light to occult relations, which could look unrelated and far from each other at first sight. When expressed in a human form the river of life is flowing along a man's backbone from the Paradise down to the mundane existence. The head represents the high capacities and the procreation is the lowest of human creative powers. In the visible universe this constant contact was expressed by the believed effects of the planets. 29. Behrenheimer 1956 , 230. 30. Ficino 1994 , 79-80, 159: Camillo 1990 , 59-124. 31. Yates 1966 . The levels were identical except for the Apollo, where the first two steps were reversed. 32. Baldesar Castiglione (1478 Castiglione ( -1529 and Anne Conway (1631-1690) write about human ability to "repair" the universe. One single act of importance is the joining of the sexes into an androgynous unity as is said to have existed before this universe according to the Cabalist tradition. Cf. Castiglione 1967, 218, 220; Conway 1996, 47; The Book of Concealed Mystery 2000 , 16-30. Cf. Lohr 1988 . The idea of a single person being able by the practice of arts and meditation to repair the divided universe is a key issue in the formation of the modern concept of time as progressive and not just evolutionary. This also separates the modern personality from the medieval one. 33. I have used here the most common meanings given to the planets. They agree with Yates' reconstruction of the theatre. 34. Agrippa 1998, 579. 35 . "What really is the Philosopher's Stone? It is nothing else but a compound of the white eagle and the red lion as produced by the artists." White eagle and red lion can be understood as chemical substances, of course, but the spiritual nature of the seek is clearly expressed in the rules for the seeker: "He who seeks the alchemical art for money and wealth but not to know better his creator and nature does not belong among the philosophers but among the idiots." Praxis Spagyria Philosophia 1998, 35, 89. 36. Plato Timaeus 41E-42D. The concept of metempsychosis can also be based on observations of nature. I believe that the Agrippa's above mentioned living universe depended partly on this concept. 37. Beautiful order and harmony in all things. 38. Ficino 1994 , 93. 39. Yates 1966 suggested successive worlds, which is basically similar to the Cabalist history of the universe and can be considered in relation to Camillo's theatre. The problem is the formlessness of the continuity of time, which is undoubtedly missing from Camillo's structure. Cf. Sorabji 1988, 185 ; see also note 35. 41. Tyson, 1998, 719-727. 42 . Agrippa says: "The simple numbers signify divine things: numbers of ten; celestial: numbers of hundred; terrestrial: numbers of a thousand; those things that shall be in a future age." Agrippa 1998, 239. Cf. notes 21 and 28. 43. It must be remembered that a Cabalist reading can and must always be done in both directions. 44. Agrippa 1998, 241-242, 262, 268-273. 45 . The discussion of the essence of God during the Middle Ages made several suggestions about God's possible interference or non-interference on Earth. 46. As far as I can tell, the placing of the spectator follows Pico's idea and can be considered to have an occult meaning. I believe that the concept of magus (the man of high spirit, wisdom and knowledge of occult arts) is here in the correct place. The centre of the theatre (Apollo-Gorgon Sisters), in contrast, can be read to follow Ficino's idea of man's universal position. Ficino put a man at the centre of the universe as the microcosm which repeated the order of the macrocosm. According to Pico, man's worth and distinctness was based on the fact that man was the maker of his character and thus his fate. In contrast to Ficino, Pico asserted that the position of man in the universal hierarchy was not permanent. Man could be almost anything he wanted and could become almost everything he wished. Pico proposed the absolute value and centrality of man, his cosmic responsibility, his freedom and dignity. Vasoli 1988 , 68-69. 47. Siorvarnes 1996 Sorabji 1988, 109-111, 117 . From reading Proclus it was possible to combine nicely the material and spiritual existence into one living universe. 48. Ficino talks about an inner daimon in the spirit of . The spirit inside a person varies according to his state of progress. For Ficino a genius is a person who is never satisfied and always aims for something better. Ficino 1994, 172; Ficino 1985, 109-113; Iamblichus 1988 27-28, 36; Lohr 1988, 574-575. 49 
